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mask nor a complete repudiation of economic interest, explains why on the one hand, new producers whose only capital is their conviction can establish themselves in the market by appealing to the values whereby the dominant figures accumulated their symbolic capital, and why, on the other hand, only those who can come to terms with the 'economic' constraints inscribed in this bad-faith economy can reap the full 'economic' profits of their symbolic capital.
Who creates the 'creator'? 'I'he 'charisma' ideology which is the ultimate basis of belief in the value of a work of art and which is therefore the basis of functioning of the field of production and circulation of cultural commodities, is undoubtedly the main obstacle to a rigorous science of the production of the value of cultural goods. It is this ideology which directs attention to the apparent producer, the painter, writer or composer, in short, the 'author', suppressing the question of what authorizes the author. If it is all too obvious that the price of a picture is not determined by the sum of the production costs-the raw material and the painter's labour time-and if works of art provide a golden example for those who seek to refute Nlarx's labour theory of value (which anyway gives a special status to artistic production), this is perhaps because people wrongly define the unit of production or, which amounts to the same thing, the process of production.
The question can be asked in its most concrete form (which it sometimes assumes in the eyes of the agents) : who is the true producer of the value of the work-the painter or the dealer, the writer or the publisher, the playw right or the theatre manager ? The ideology of creation, which makes the author the first and last source of the value of his work, conceals the fact that the cultural businessman (art dealer, publisher, etc.) is at one and the same time the person who exploits the labour of the 'creator' by trading in the 'sacred' and the person who, by putting it on the market, by exhibiting, publishing or staging it, consecrates a product which he has 'discovered' and which would otherwise remain a mere natural resource ; and the more consecrated he personally is, the more strongly he consecrates the work.3 The art trader is not just the agent who gives the work a commercial value by bringing it into a market; he is not just the representative, the impresario, who 'defends the authors he loves'. He is the person who can proclaim the value of the author he defends (cf. the fiction of the catalogue or blurb) and above all 'invests his prestige' in the author's cause, I acting as a 'symbolic banker' who offers as security all the symbolic capital he has accumulated (w-hich he is liable to forfeit if he backs a 'loser').4 'I'his investment, of which the accompanying 'economic' investments are theinselves only a guarantee, is what brings the producer into the cycle of consecration. Entering the field of literature is not so much like going into religion as getting into a select club: the publisher is one of those prestigious sponsors (together with preface-writers and critics) who effusivelv recommend their candidate. Even clearer is the role of the art dealer who I 3 This analysis, which applies in the first instance to new works by unknown authors, is equally valid for 'under-rated' or 'dated' and even 'classic' works, which can always be treated to 'rediscoveries', 'revivals' and 're-readings' (hence so many unclassifiable philosophical, literary and theatrical productions, of which the paradigm is the avant-garde staging of traditional texts). 4 It is no accident that the art-trader's guarantor r&ocirc;le is particularly visible in the field of painting where the purchaser's (the collector's) 'economic' investment is incomparably greater than in literature or even the theatre. Raymonde Moulin observes that 'a contract signed with a major gallery has a commercial value and that, in the eyes of the amateurs, the dealer is 'the guarantor of the quality of the works' (R. Moulin, Le March&eacute; de la peinture en France, Paris, Les Editions de Minuit, I967, p. 329). 264 literally has to 'introduce' the artist and his work into ever more select company (group exhibitions, one-man shows, prestigious collections, museums) and ever more sought-after places. But the law of this universe, whereby the less visible the investment, the more productive it is symbolically, means that promotion exercises, which in the business world take the overt form of publicity, must here be euphemized. The art trader cannot serve his 'discovery' unless he applies all his conviction, which rules out 'sordidly commercial' manoeuvres, manipulation and the 'hard sell', in favour of the softer, more discreet forms of 'public relations' (which are themselves a highly euphemized form of publicity)-receptions, society gatherings, and judiciously placed confidences.5
The circle of belief But in moving back from the 'creator' to the 'discoverer' or 'creator of the creator', we have only displaced the initial question and we still have to determine the source of the art-businessman's acknowledged power to consecrate. The charisma ideology has a ready-made answer: the 'great' dealers, the 'great' publishers, are inspired talentspotters who, guided by their disinterested, unreasoning passion for a work of art, have 'made' the painter or writer, or have helped him make himself, by encouraging him in difficult moments with the faith they had in him, guiding him with their advice and freeing him from material worries.6 To avoid an endless regress in the chain of causes, perhaps it is necessary to cease thinking in the logic, which a whole tradition encourages, of the 'first beginning', which inevitably leads to faith in the 'creator'. It is not sufficient to indicate, as people often do, that the 'discoverer' never discovers anything that is not already discovered, at least by a few-painters already known to a small number of painters or connoisseurs, authors 'introduced' by other authors (it is well known, for example, that the manuscripts that will be published hardly ever arrive directly, but almost always through recognized gobetweens). His 'authority' is itself a credit-based value, which only exists in the relationship with the field of production as a whole, i.e. with the artists or writers who belong to his 'stable'-'a publisher', said one of them, 'is his catalogue'-and with those who do not and would or would not like to; in the relationship with the other dealers or publishers who do or do not envy him his painters or writers and are or are not capable of taking them from him; in the relationship with the critics, who do or do not believe in his judgment, and speak of his 'products' with varying degrees of respect; in the relationship with his clients and customers, who perceive his 'trademark' with greater or lesser clarity and do or do not place their trust in it. This 5 It goes without saying that, depending on the position in the field of production, promotion activities range from overt use of publicity techniques (press advertisements, catalogues etc.) and economic and symbolic pressure (e.g. on the juries who award the prizes or on the critics) to the haughty and rather ostentatious refusal to make any concessions to 'the world', which can, in the long run, be the supreme form of value imposition (only available to a few). 6 The ideology transfigures real functions. Only the publisher or dealer, who devotes most of his time to it, can organize and rationalize the marketing of the work, which, especially in the case of painting, is a considerable undertaking, presupposing information (as to the 'worthwhile' places in which to exhibit, especially abroad) and material means. But, above all, he alone, acting as a go-between and a screen, can enable the producer to maintain a charismatic, i.e. inspired and 'disinterested', image of himself and his activity, by sparing him the tasks associated with the valorizing of his work, which are both ridiculous, demoralizing and ineffective (symbolically at least). (The writer's or painter's craft, and the corresponding images of them, would probably be totally different if the producers had to market their products personally and if they depended directly, for their conditions of existence, on the sanctions of the market or on agencies which know and recognize no other sanctions, like 'commercial' publishing firms.) 265 'authority' is nothing other than 'credit' with a set of agents who constitute 'connections' whose value is proportionate to the credit they themselves command. It is all too obvious that critics also collaborate with the art trader in the effort of consecration which makes the reputation and, at Collective mis-recognition 'I'he quasi-magical potency of the signature is nothing other than the power, bestowed on certain individuals, to mobilize the symbolic energy produced by the functioning of the whole field, i.e. the faith in the game and its stakes that is produced by the game itself. As Marcel lVlauss observed, the problem with magic is not so much to know what are the specific properties of the magician, or even of the magical operations and representations, but rather to discover the bases of the collective belief or, more precisely, the collectiw~ nrisrocn,uitiurr, collectively produced and maintained, which is the source of the power the magician appropriates. If it is 'impossible to understand magic without the magic group', this is because the magician's power, of which the miracle of the signature or personal trademark is merely an outstanding example, is a z~alid imposture, a legitimate abuse of power, collectively misrecognized and so recognized. The artist who puts his name on a ready-made article and produces an object whose market price is incommensurate with its cost of production is collectively mandated to perform a magic act which would be nothing without the whole tradition leading up to his gesture, and without the universe of celebrants and believers who give it meaning and value in terms of that tradition. The source of 'creative' power, the ineffable malla or charisma celebrated by the tradition, need not be sought anywhere other than in the field, i.e. in the system of objective relations which constitute it, in the struggles of which it is the site and in the specific form of energy or capital which is generated there.
So it is both true and untrue to say that the commercial value of a work of art is incommensurate with its cost of production. It is true if one only takes account of the manufacture of the material object; it is not true if one is referring to the production of the work of art as a sacred, consecrated object, the product of a vast operation of social alchemy jointly conducted, with equal conviction and very unequal profits, by all the agents involved in the field of production, i.e. obscure artists and writers as well as 'consecrated' masters, critics and publishers as well as authors, enthusiastic clients as well as convinced vendors. 'I'hese are contributions, including the most obscure, which the partial materialism of economism ignores, and which only have to be taken into account in order to see that the production of the work of art, i.e. of the artist, is no exception to the law of the conservation of social energy.8
The establishment and the challengers Because the fields of cultural goods production arc universes of belief which can only function insofar as they succeed in simultaneously producing products and the need for those products through practices which are the denial of the ordinary practices of the 'economy', the struggles which take place within them are ultimate conflicts involving the whole relation to the 'economy'. The 'zealots', whose only capital is their belief in the principles of the bad-faith economy and w-ho preach a return to the sources, the absolute and intransigent renunciation of the early days, condemn in the same breath the merchants in the temple who bring 'commercial' Because they are based on a relation to culture which is necessarily also a relation B to the 'economy' and the market, institutions producing and marketing cultural goods, B whether in painting, literature, theatre or cinema, tend to be organised into structurally and functionally homologous systems which also stand in a relation of struc-B tural homology with the field of the fractions of the dominant class (from which the greater part of their clientele is drawn). 'I'his homology is most evident in the case of the theatre. The opposition between 'bourgeois theatre' and 'avant-garde theatre', the equivalent of which can be found in painting and in literature, and which functions as a principle of division whereby authors, works, styles and subjects can be classified practically, is rooted in reality. It is found both in the social characteristics of the audiences of the different Paris theatres (age, occupation, place of residence, frequency of attendance, prices they are prepared to pay, etc.) and in the-perfectly congruent- 'Highbrow' theatre in fact contrasts with 'middle-brow' theatre ('tlr~utrc~ de boule-7.,ai-d') in all these respects at once. On one side, there are the big subsi~iizml theatres (Od6on, Theatre de 1'lat parisien, Theatre national populaire) and the few small left-bank theatres (Vieux Colombier, ~Iontparnasse, Gaston I3aty, etc.),1~ which are risky undertakings both economically and culturally, always on the verge of bankruptcy, offering unconventional shows (as regards content and/or mise en scW e) at relatively low prices to a young, 'intellectual' audience (students, intellectuals, teachers). On the other side, the 'bourgeois'l1 theatres (in order of intensity of the pertinent properties: Gymnase, Theatre de Paris, Antoine, Ambassadeurs, Ambigu, Michodi6re, Varl6t6s), ordinary commercial businesses whose concern for economic profitability forces them into extremely prudent cultural strategies, which take no risks and create none for their audiences, and offer shows that have already succeeded (adaptations of British and American plays, revivals of middlebrow 'classics') or have been newly written in accordance with tried and tested formulae. Their audience tends to be older, more 'bourgeois' (executives, the professions, businessmen), and is prepared to pay high prices for shows of pure entertainment whose conventions and staging correspond to an aesthetic that has not changed for a century. Between Faced with an object so clearly organized in accordance with the canonical opposition, the critics, themselves distributed within the space of the press in accordance with the structure which underlies the object classified and the classificatory system they apply to it, reproduce, in the space of the judgments whereby they classify it and themselves, the space within which they are themselves classified (a perfect circle from which there is no escape except by objectifying it). In other words, the different judgments expressed on Le Tournant vary, in their form and content, according to the publication in which they appear, i.e. from the greatest distance of the critic and his readership 'l'is-à-'vis the 'intellectual' world to the greatest distance z~is-a-z~is the play and its 'bourgeois' audience and the smallest distance vis-å-'l.zs the 'intellectual' and constitutes the neutral point in this universe.18 Thus the space of judgments on the theatre is homologous with the space of the newspapers for which they are produced and which make them known; and also with the space of the theatres and plays about which they are formulated-these homologies and all the games they allow being made possible by the homology between each of these spaces and the space of the dominant class.
Let us now run through the space of the judgments aroused by the experimental stimulus of Fran~olse Dorin's play, moving from 'right' to 'left' and from 'right-bank' to 'left-bank'. First, L'Aurore: 'Cheeky Fran~oise Dorin is going to be in hot water with our snooty, Nlarxist intelligentsia (the two go together). The author of 'Un sale 6goiste' shows no respect for the solemn boredom, profound emptiness and vertiginous nullity which characterize so many so-called 'avant-garde' theatrical productions. She dares to profane with sacriligious laughter the notorious 'incommunicability of beings' which is the alpha and omega of the contemporary stage. And this perverse reactionar)', who flatters the lowest appetites of consumer society, far from acknowledging the error of her ways and wearing her boulevard playwright's reputation with humility, has the impudence to prefer the jollity of Sacha Guitry, or Feydeau's bedroom farces, to the darkness visible of Marguerite Duras or Arrabal. This is a crime it will be difficult to forgive. Especially since she commits it with cheerfulness and gaiety, using all the dreadful devices which make lasting successes' (Gilbert Guilleminaud, L'Aurore, 12 January 1973).
Situated at the fringe of the intellectual field, at a point where he almost has to speak as an outsider ('our intelligentsia'), the L'Aurore critic does not mince his words disavowal of the usual form of interest; and, secondly, from the fact that the homology which exists between all fields of struggle organized on the basis of an unequal distribution of a particular kind of capital means that the highly censored and euphemized discourses and practices which are thus produced by reference to 'pure', purely 'internal' ends, are always predisposed to perform additional, external functions. T hey do so the more effectively the less aware they are aware of doing so, and when t their adjustment to demand is not the product of conscious design but the result of a J structural correspondence.
The long run and the short run The fundamental principle of the differences between 'commercial' businesses and 'cultural' businesses is once again to be found in the characteristics of cultural goods and of the market on which they are offered. A firm is that much closer to the 'commercial' pole (and, conversely, that much further from the 'cultural' pole), the more -directly and completely the products it offers correspond to a pre-existent demand, i.e. to pre-existent interests, and in pre-established forms. This gives, on the one had, a short production cycle, based on the concern to minimize risks by adjusting in advance to the identifiable demand and provided with marketing circuits and presentational devices (eye-catching dust-jackets, advertising, public relations, etc.) intended to ensure a rapid return of profits through rapid circulation of products with built-in obsolescence. On the other hand, there is a long production cycle, based on acceptance of the risk inherent in cultural investments24 and above all on submission to the specific laws of the art trade. Having no market in the present, this entirely futureoriented production presupposes high-risk investments tending to build up stocks of products which may either relapse into the status of material objects (valued as such, by the weight of paper) or rise to the status of cultural objects endowed with an econ- 24 It is said that Jean-Jacques Nathan (Fernand Nathan), who is regarded as being first and foremost a 'manager', defines publishing as 'a highly speculative trade'. The risks are indeed high and the chances of making a profit when publishing a young writer are minute. A novel which does not succeed may have a (short-term) life-span of less than three weeks; then there are the lost or damaged copies or those too soiled to be returned, and those that do come back reduced to the state of worthless paper. In the case of moderate short-term success, once the production costs, royalties and distribution costs are deducted, about 20% of the retail price is left for the publisher who has to offset the unsold copies, finance his stocks, and pay his overheads and taxes. But when a book extends its career beyond the first year and enters the back-list, it constitutes a financial 'flywheel' which provides the basis for forecasting and for a long-term investment policy. When the first edition has amortized the overheads, the book can be reprinted at a considerably lower cost-price and will guarantee a regular income (direct income and also supplementary royalties, translations, paperback editions, TV or film adaptations) which helps to finance further more or less risky investments that may also eventually build up the back-list.
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omic value incommensurate with the value of the material components which go into producing them.25
The uncertainty and randomness characterizing the production of cultural goods can be seen in the sales curves of three works published by Editions de Minuit.26 In Figure r, 25 Because of the unequal lengths of the cycle of production it is rarely meaningful to compare annual statements from different publishing houses. The annual statement gives an increasingly incomplete picture of the firm's real position, as one moves away from firms with rapid turn-over, i.e. as the proportion of long-cycle products in the firm's activity increases. For example, to assess the value of the stocks, one can consider the production cost, the wholesale price, which is unpredictable, or the price of the paper. These different methods of valuation very are unequally appropriate, depending on whether one is dealing with 'commercial' firms whose stock returns very rapidly to the state of printed paper or firms for which it constitutes a capital which constantly tends to appreciate. 26 A further case, which cannot appear on the diagram, ought to be added&mdash;that of simple failure, i.e. a Godot whose career was over by the end of I952 leaving a balance sheet badly in the red. 27 Among the guaranteed short-term investments, we must also include all the publishing strategies designed to exploit a backlist : new editions, naturally, but also paperback editions (for Gallimard, this is the Folio series). 28 Although one must never ignore the 'moir&eacute;' effect produced in every field by the fact that the different possible structurations (here, for example, according to age, size, degree of political and/or aesthetic avant-gardism) never coincide perfectly, the fact remains that the relative weight of longterm and short-term firms can probably be regarded as the dominant structuring principle of the field. In this respect, we find an opposition between the small avant-garde firms, Pauvert, Maspero and Minuit (to which one could add Bourgois, if it did not occupy a culturally and economically ambiguous position, because of its link with Les Presses de la Cit&eacute;), and the 'big' publishers, Laffont, Presses de la Cit&eacute; and Hachette, the intermediate positions being occupied by firms like Flammarion (where experimental series coexist with specially commissioned collective works) Albin Michel and Calmann-L&eacute;vy, old, 'traditional' publishing houses, run by 'heirs' whose heritage is both a strength and a brake, and above all Grasset, once a 'great' publishing house, now absorbed by the Hachette empire, and Gallimard, a former avant-garde firm that has now attained the peak of consecration and combines back-list exploitation with long-term undertakings (which are only possible on the basis of accumulated cultural capital&mdash;le Chemin, Biblioth&egrave;que des sciences humaines). The sub-field of firms mainly oriented towards long-term production and towards an 'intellectual' readership is polarized around the opposition between Maspero and Minuit (which represents the avant-garde moving towards conseFootnote continued overleaf An examination of two publishing houses that are characteristic of the two poles of the publishing field, Robert Laffont and Editions de Minuit, will enable us to grasp the numerous aspects of the oppositions between the two sectors of the field. Robert Laffont is a large firm (700 employees) publishing a considerable number of new titles each year (about 200), overtly success-oriented (in i9~6 it had seven prints of over ioo,ooo copies, fourteen of over 50,000 and fifty of over 20,000). This entails a large sales department, considerable expenditure on advertising and public relations (especially directed towards booksellers), and also a systematic policy of choices guided by a sense of the safe investment (until 1975 , almost half the Laffont list consisted of translations of works already successful abroad) and the hunt for bestsellers (the list of 'famous names' with which Robert Laffont refutes those who 'refuse to recognize us as serious literary publishers' includes Bernard Clavel, Max Gallo, Franqoise Dorin, Georges Emmanual Clancier and Pierre Rey). By contrast, Editions de Minuit, a small firm employing a dozen people, publishing fewer than twenty titles a year (by no more than about forty novelists or dramatists in twenty-five years), devoting a minute proportion of its turnover to publicity (and even deriving a strategic advantage from its refusal to use the lower forms of public relations), is quite used to sales under 500 ('P's first book, which sold more than 500 copies, was only our ninth') and print-runs under 3,000 (in i 975, it was stated that out of 17 new titles published in the three years since 1071, 14 had sold less than 3,000 copies and the other three had not gone beyond 5,000). The finn is always loss-making, if only its new publications are considered, but lives on its past investments, i.e. the profits regularly accruing from those of its publications which have become famous (e.g. Godot, which sold fewer than 200 copies in 1952 and 25 years later had sold more than 500,000 copies).
These two temporal structures correspond to two very different economic structures. Like all the other public companies (e.g. Hachette or Presses de la Cite) Laffont has an obligation to its shareholders (Time-Life in this case) to make profits, despite very substantial overheads, and so it must 'turn over' very rapidly what is essentially an economic capital (without taking the time required to convert it into cultural capital). Editions de Minuit does not have to worry about profits (which are partly redistributed to the personnel) and can plough back the income from its ever-growing assets into long-term undertakings. The scale of the firm and the volume of production not only influence cultural policy through the size of the overheads and the concern with getting a return on the capital; they also directly affect the behaviour of those responsible for selecting manuscripts. The small publisher, with the aid of a few advisors who are themselves 'house' authors, is able to have personal knowledge of all the books published. In short, everything combines to discourage the manager of a big pubi lishing house from going in for high-risk, long term investments: the financial structure of his firm, the economic constraints which force him to seek a return on the capital, and therefore to think primarily in terms of sales, and the conditions in which 1 1 he works, which make it practically impossible to have direct contact with manuscripts ' f Footnote continued cration) on one side, and Gallimard, situated in the dominant position, with Le Seuil representing the neutral point in the fieid, (just as Gallimard whose authors feature both in the best-seller list and in the list of intellectual best-sellers, constitutes the neutral point of the whole field). The practical mastery of this structure, which also guides, for example, the founders of a newspaper when they 'feel there is an opening'or 'aim to fill a gap' left by the existing media, is seen at work in the rigorously topographical vision of a young publisher, Delorme, founder of GaIll6e, who was trying to fit in 'between Minuit, and authors.29 By contrast, the avant-garde publisher is able to confront the financial risks he faces (which are, in any case, objectively smaller) by investing (in both senses) in undertakings which can, at best, bring only symbolically profits, but only on condition that he fully recognizes the specific stakes of the field of production and, like the writers or 'intellectuals' whom he publishes, pursues the sole specific profit awarded hy the field, at least in the short term, i.e. 'renown' and the corresponding 'intellectual authority'.30 The strategies which he applies in his relations with the press are perfectly adapted (without necessarily having been so conceived) to the objective demands of the most advanced fraction of the field, i.e. to the 'intellectual' ideal of negation, which demands refusal of temporal compromises and tends to establish a negative correlation between success and true artistic value. Whereas short-cycle production, like haitte couture, is heavily dependent on awhole set of agents and institutions specializing in 'promotion' (newspaper, magazine, TV and radio critics) which must be constantly maintained and periodically mobilized (with the annual literary prizes performing a function analogous to that of fashion 'collections'), 31 -long-cycle production, which derives practically no benefit from the free publicity of press articles about the prize competitions and the prizes themselves, depends entirely on the activity of a few 'talent-spotters', i.e. avant-garde authors and critics who 'make' the publishing-house by giving it credit (by publishing with it, taking manuscripts there and speaking well of authors published by it) and expect it to merit their confidence by refraining from discrediting itself with excessively brilliant worldly successes (Vlinuit would be devalued in the eyes of the hundred people around Saint-Germain who really count if it won the Prix Goncourt') and thereby discrediting those who are published by it or praise its publications ('intellectuals think less of writers who w-in prizes'; 'the ideal career for a young writer is a slow one').32 It also depends on the educational system, which alone can provide those who preach in the desert with devotees and followers capable of recognizing their virtues.
The total opposition between best-sellers, here today and gone tomorrow, and classics, best-sellers over the long run, which owe their consecration, and therefore their widespread durable market, to the educational system,33 is the basis not only of two completely different ways of organizing production and marketing, but also 29 It is well-known in the 'trade' that the head of one of the largest French publishing houses reads hardly any of the manuscripts he publishes and that his working day is devoted to purely managerial tasks (production committee meetings, meetings with lawyers, heads of subsidiaries, etc. As the newcomers come into existence, i.e. accede to legitimate difference, or even, for a certain time, exclusive legitimacy, they necessarily push back into the past the consecrated producers with whom they are compared, 'dating' their products and the taste of those who remain attached to them. 'I'hus the various galleries or publishing houses, like the various artists or writers, are distributed at every moment according to their artistic age, i.e. according to the age of their mode of artistic production and the degree to which this generative scheme, which is also a scheme of perception and appreciation, has been canonized and secularized. The field of the galleries rcproduces in synchrony the history of artistic movements since the late nineteenth century. Each major gallery was an avant-garde gallery at some time or other, and it is that much more famous and that much more capable of consecrating (or, which amounts to the same thing, sells that much more dearly), the more distant 44 Academic criticism is condemned to interminable arguments about the definition and scope of these pseudo-concepts, which are generally no more than names which identify practical groupings such as the painters assembled in an outstanding exhibition or a consecrated gallery or the authors on the list of the same publisher (and which are worth neither more nor less than convenient associations such as 'Denise Ren&eacute; is geometric abstract', 'Alexandre Iolas is Max Ernst', or, among the painters, 'Arman is dustbins' or 'Christo is packages') and many concepts in literary or artistic criticism are no more than a 'learned' designation of simitar practical groupings (e.g. 'litt&eacute;rature objectale' for 'nouveau roman', itself standing for 'all the novelists published by Editions de Minuit'). its flol'uit, the more widely kno«~n and recognized its 'brand' ('geometrical abstract' or 'American pop') but also the more it is encapsulated in that 'brand' ('Durand-Ruel, the Impressionist dealer'), in a pseudo-concept which is also a destiny.
At every moment, in whichever field (the field of class struggles, the field of the dominant class, the field of cultural production), the agents and institutions involved in the game are at once contemporaries and out of phase. The field of the present is just another name for the field of struggles (as shown by the fact that an author of the past is present exactly insofar as he is at stake) and contemporaneity in the sense of presence in the same present, in the present and presence of others, exists, in practice, only in the struggle which synchronizes discordant times (so that, as I hope to show elsewhere, one of the major effects of great historical crises, of the events which make history ( font date), is that they synchronize the times of fields defined by specific structural durations). But 
